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ADAPTING, RENEWING, SUBVERTING 
What place the performing arts in creative industries? 
 
Creating art within ‘timeless time and the space of flows’ 
(Castells, 2007: 7) 
 
1. Creative Industries – unfolding concepts and contexts 
 
1.1. The problem of definition 
  
Creative Industries has become a somewhat ubiquitous term over the last decade and in 
some ways a catchword for the rapidly changing nature of our globalised and networked 
world, operating within the context of the knowledge economy. It is generally agreed that the 
concept and development of the term began in the United Kingdom under Blair’s policy 
makers. The most commonly used definition describes the creative industries as those that 
are ‘based on individual creativity, skill and talent. They are also those industries that have 
the potential to create wealth and jobs through developing intellectual property’. This seminal 
definition goes on to list the disciplines within creative industries as including ‘Advertising, 
Architecture, Art and antiques markets, Computer and video games, Crafts, Design, 
Designer fashion, Film and video, Music, Performing arts, Publishing, Software, Television 
and radio’ (http://www.culture.gov.uk/what_we_do/Creative_industries/). 
 
Early definitions and studies concentrated on digitised content and media applications where 
the arts were considered in terms of ‘creative content’ for new global communication 
platforms and products. A 2003 definition from the United States’ National Academy of 
Sciences notes that ‘practices of cultural creativity… provide the foundation of the so-called 
“Creative Industries” that seek profits from production, distribution and licensing.’ 
(http://www.economiacriativa.com.br/ec/en/ec/evolucao.asp)This source describes three 
components of economic activity which comprise the creative industries: the first grouped as 
the arts, the second as electronic and new media, principally in the communication fields, 
and the third as the broad design area. Most definitions of creative industries find a 
commonality in the linking of arts, media, digital content and communication technologies, 
creating human capital through creativity and innovation, within a global economic context.1 
 
1.2.  A shifting context – time and space re-defined 
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One of the most influential thinkers around the concepts informing creative industries, 
Manuel Castells, discusses the far-reaching social impact of this new cluster of human / 
technological activities, describing a shift from ‘computer-centred technologies to network-
diffused technologies’ transforming ‘every domain of our eco-social system’ (2000: 3). 
Castells claims this transformation leads to an environment of ‘flexible work as the 
predominant form of working arrangements’ (2000: 5), which includes contract and part-time 
work, working from home and self-employment. Kevin Robins and Frank Webster (2000: 31) 
discuss how these changes in 21st century work patterns have resulted in the ‘colonisation of 
leisure’ where the distinction between ‘work’ and ‘free’ time is eroded, with flexible work 
modes blurring social and work space and time. 
 
Castells goes so far to claim ‘a redefinition of the material foundations of our life, of time and 
space’ (2000: 6), in which the use of communication technologies contributes to a ‘relentless 
effort to annihilate time’ (2000: 7). Parallel to this concept of time is ‘the space of flows’ 
which provides a means of de-territorialised social and economic relationships and activities 
although, as he points out, these flows are processed in networks that do exist in specific 
places.  Robins and Webster similarly discuss the acceleration of time and the emergence of 
an invisible social space (2000: 33-43), whilst Flew notes the importance of location and 
place as ‘drivers of creativity and innovation’, despite the fact that ‘concept development and 
content production are increasingly geographically separated’ (2008: 168). Creative 
Industries thus combines the importance of real space in terms of mainly city-based creative 
clusters of activity together with the virtual and distributed spaces provided by information 
technologies in which much content creation and communication takes place. Despite this 
de-territorialisation of the sector, Flew (2008: 173) suggests that ‘real’ space provides a 
‘creative milieu’ where knowledge is based around people not just databases.  
 
1.3. The second wave: from creative outputs to economic drivers 
 
In his examination of the evolution of the creative industries Cunningham proposes a second 
phase which shifts the emphasis (2007: 17) from creative outputs of the sector to the impact 
of creative inputs into areas outside the sector, which have impact on the wider economy. 
He also posits (2007: 15) that this coincides with the exponential growth in what he terms 
“pro-am” creatives, made up of Generations X and Y, whom he describes as ‘creative and 
technologically literate wunderkinder’. Hartley (2007)2 in a similar argument about the 
spawning of such young people out of the first wave of creative industries, points to their 
central role as ‘drivers of demographic, economic and political change’. He further argues 
that there has been a shift from the first phase of creative industries where creative 
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disciplines such as design, performance, production and writing both create value and add 
value to other services, to the current phase of ‘user-created content’. The second and 
current phase, Hartley adds (ibid.), ‘challenges the closed industrial system of professional 
expertise, favouring instead the growth of “complex open networks” in which creative IP is 
shared, not controlled’, which, he asserts (quoting Hutton, 2007) leads to ‘co-creation with 
consumers’. This is a radical shift as it looks at creative culture as being the domain of the 
‘entire population, not merely among industry or artistic experts’ (Hartley, 2007), resulting in 
a demand-driven rather than supply-driven dynamic. In this second phase, social capital 
becomes increasingly significant as evidenced by the expanding use of YouTube, Facebook 
and Twitter, which provide a platform for creative and individual expression, crucial ‘in the 
fast-growing area of user-created content, consumer-led innovation and self-made media’ 
(Hartley, 2007).  
 
These shifts have led to a new definition of Creative Industries devised by Hartley, along 
with Potts, Cunningham, Banks and colleagues at the CCi (Centre of Excellence for Creative 
Industries and Innovation), as ‘a set of economic activities that involve the creation and 
maintenance of social networks and the generation of value through production and 
consumption of network-valorised choices in these networks’ (2007: 22). Although these 
networks may appear to be outside the economy, Hartley (2007) argues that this is the very 
space from which ‘growth, innovation and dynamism originates in the evolution of not only 
the economy’ but also as ‘the generative engine for emergent participatory knowledge’.  
 
In their definition of the creative industries ‘as plausible drivers of economic growth’ 
(2007:17), Cunningham and Potts propose four models ‘in which creativity is an input and 
content or intellectual property is an output’ (2007: 1). The arts, they propose, sit within the 
first model which they describe as a ‘welfare’ model in that the arts have a net negative 
impact on the economy requiring subsidy to survive, and where benefits are social rather 
than economic; their value existing beyond the market place (2007: 4-6). The other three 
models are beyond the scope of this paper but briefly the second is termed ‘the competitive 
model’ which has a ‘neutral’ impact on the economy, contributing no more than other 
successful sectors of industry (2007: 6-8). The authors argue that in the third model of 
‘growth’ the creative industries sector, through introducing innovative ideas and goods into 
the economy, is a catalyst for other sectors of the economy thus promoting growth (2007: 8-
9). The fourth ‘innovation’ model argues that the sector is an element of the innovation 
agenda of the economy and produces structural, not just operational, change in the 
economy through its primary resource of creativity (2007: 10-11). In these proposed models, 
the arts as they currently exist have little place, although the authors suggest that models 1 
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and 2 co-exist with their preferred models 3 and 4, and argue that the former have ’higher 
human capital than the aggregate economy’ (2007: 15). 
 
2. Creative Industries in Asia  
 
2.1. Definitional similarities  
 
Whilst the above definitions and evolutionary mapping come out of predominantly UK and 
Australian think tanks, similar philosophies and policies have emerged in parts of Asia. The 
similarities centre on valuing creativity and innovation as central, particularly to emerging 
industries that involve multimedia and communication technologies. This coincides with a 
growing importance placed on ‘creative cities’; dynamic urban environments which 
foreground artistic activity, cultural diversity and are ‘concentrated in high-tech clusters in 
globally linked cities’  (Yusuf & Nabeshima, 2005, 109).  
 
Interestingly in their list of creative industries, Yusuf & Nabeshima omit the performing arts 
citing the predominance of ‘IT-intensive industries such as design, publishing, multimedia, 
software development, video entertainment and movie making’ (2005: 110). In pointing to 
the creative industries’ reliance on networking ‘global webs of co-productions, joint ventures 
and creative partnerships’ (2005: 113), they point to the examples of Singapore and the 
Multimedia Super Corridor of Cyberjaya in Kuala Lumpur as well as Pucheon in Seoul.  
 
2.2. Regional Differences 
 
Flew (2008: 186-187), in referring to a study of 7 Asian countries by Kong and colleagues 
(2006), points out differing interpretations of creative industries where some have built policy 
around Western concepts (Singapore, Hong Kong), whilst others such as Korea and Taiwan 
have developed their own local understandings and still other countries such as Japan 
incorporate preservation of extant cultural forms. Prof. Zhang Xiaoming from the Chinese 
Academy of Social Sciences, suggests that in China ‘the creative industries serves two 
purposes: lifestyle and productivity’ through a ‘value-added culture’ (in Flew, 2008: 188). 
Significantly, as Flew points out (2008: 177), the Eleventh Five-Year Plan (2005) moves 
China from ‘made in China to ‘created in China’ with an enhanced creativity agenda through 
developing the creative industries (chaungyi gongye). 
 
Flew (2008: 176-177) maps some of the dynamic creative industries policy developments 
around the world and particularly in the Asia-Pacific region, citing the 2001 creative 
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industries strategy by the Queensland Government (Australia), the 2002 New Zealand 
Growth and Innovation Framework,  the 2004 ‘Remaking Singapore’ strategy and The 
Jorean Wave (or Hallyu) in developing South Korea’s digital content industries. Leadbeater 
(2005: 15, 22) predicts the heart of the creative industries (and indeed global economy) is 
rapidly shifting to China and India as well as parts of South East Asia, due to their pro-active 
investment in creativity and innovation (2005: 23-24); quoting Taiwan’s innovation strategy, 
the creative clusters being developed in Singapore and Seoul’s digital media city complex 
which is located near several universities.  
 
2.3. Rhetoric and delivery 
 
Lee and Lim (2004: 150), in critiquing the Singapore government’s rhetoric around the city-
state as a creative and vibrant place to “live, work and play”, point to a problem which is 
arguably not only a Singaporean problem. They argue that whilst the rhetoric of creativity is 
strong, the political climate of control prevents Singaporeans ‘from challenging prescribed 
norms, a requisite process for the development of a truly open and creative society’ (2004: 
151). They argue that creativity, associated with new ideas and originality, needs to allow for 
‘subversive manifestations’ or at least tolerance (2004: 153), which includes political 
openness. 
 
Furthermore, Lee and Lim (2004: 155) argue that despite the terminology of innovation and 
creativity, creative industries policy in Singapore ‘privileges economic returns over all else 
(2004: 157)’ and does not value the social, political, intellectual and cultural facets which is 
included in definitions of many other countries. In terms of the negative impact on the arts in 
Singapore, the authors reference the building of the huge ‘Esplanade: Theatres on the Bay’ 
complex, opened in 2002. They argue that this new high-profile facility has not in fact 
stimulated growth or activity in the local arts scene, but is ‘an empty shell through which 
global acts transit’ with its emphasis on foreign art forms to focus on ‘immediate economic 
returns’ (2004: 157). However, one might argue that the smaller theatres of this complex 
have in fact generated much new local product, although the danger is ever present as Tan 
points out (quoted in Lee and Lim, 2004: 158) that the ‘capacity to unleash social and 
cultural vibrancy can be easily shackled by an uncompromising focus on the commercial’.  
 
3. The arts and Creative Industries 
 
3.1. The arts as ‘creative content’ 
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Whilst in the first phase of creative industries the arts were often relegated to the idea of 
providing ‘content’ for the burgeoning digital industries in a mediated environment, this has, 
in my view, proved a dangerous assumption, preventing other ways in which the arts could 
play a role in this sector. In fact content for the digital industries is most often provided by 
those already working within it; animators, graphic designers, filmmakers, IT experts etc. The 
area of arts that has arguably benefited most from a creative industries context has been led 
by those whom Caves (2000: 146) calls the ‘intermediaries’ – art gallery directors, 
performing arts producers, publishers and festival directors ‘who have profited from a new 
style of cultural production’ and its increasing modes of distribution.  
 
In this scenario, the artist as the ‘creator of the content’ remains marginalised and indeed 
often exploited. Even allowing for the inclusion of ‘intermediaries’, the economic ‘contribution’ 
of the arts appears miniscule. As Flew (2008: 182), drawing on research by Howkins (1999), 
attests: the ‘significance of the creative and performing arts is dwarfed by that of highly 
capitalised and globalised sectors such as publishing, software, design, and the audiovisual 
industries’ and account for only 2% of the market value for the creative industries sector. 
This is a shift from the earlier era of ‘cultural industries’ in the UK, which according to 
O’Connor is more ‘artist centred’ and involves activities ‘which primarily deal in ‘symbolic 
goods’ where ‘the primary economic value is derived from their cultural value’ (2000: 21). 
Understandably, as Flew points out, there has been some disquiet ‘with the tendency to 
simply fold arts policy and arts practice into a creative industries policy template’ (2008: 183) 
with the inherent danger of losing the important role of art in ‘generating a critical space 
within contemporary culture’ (McQuire, quoted in Flew, 2008: 183).  
 
There is no denying that the creative industries environment has fundamentally changed the 
way that the arts are perceived in terms of policy shifts away from publicly subsidised 
‘excellence’ towards introducing a wider framework ‘which brought the media and other 
forms of popular cultural content into an expanded policy domain’ (Flew, 2008: 180-181). On 
a positive note this has provided ways for the arts to be revitalised, distributed, packaged 
and indeed created. From reliance on expensive and static infrastructure the arts have 
access to more flexible modes of engagement, cross-platform environments and re-
packaging of content to serve a global audience. Whilst a purely mediated environment 
remains problematic in the performing arts which espouse the ephemerality of ‘liveness’, it 
nevertheless gives new and expanded possibilities for re-versioning our art works; upon 
which music has capitalised the most successfully in its shift to a digital world and 
widespread global distribution.  
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3.2. Human capital and creative cities 
 
O’Connor (2000: 29) suggests that in the first phase of the creative industries the arts were 
in danger of ‘becoming a special interest group only’. He suggests that arts will have a more 
central role if diversity and innovation is promoted ‘in the spaces and practices’ associated 
with cultural consumption and seen not as an economic driver in themselves. This has been 
reinforced in the second wave of the sector. Flew (2008: 168), like Cunningham and Potts 
(2007), argues that linking the arts with IT and media has not actually increased economic 
productivity of the arts, and that they should be valued for their human capital and as part of 
the broader mix of creative pursuits that make up the dynamics of creative industries, rather 
than through economic indicators.  
  
The dynamics of the sector is closely tied to the previously mentioned concepts of ‘creative 
cities’ (Hall, 2000) and urban renewal with a ‘more entrepreneurial and demand-oriented 
approach to arts and cultural policy’ (Flew, 2008: 178) through promotion of ‘cultural diversity 
and cultural democratisation’ (ibid: 179). The arts have a central role in such an  
environment, which encompass diverse lifestyles and accessible recreational spaces; an 
environment enriched, as Yusuf and Nabeshima (2005: 114) suggest, through a ‘deepening 
[of] cultural and entertainment offerings’ as evidenced in many Asian city renewal plans. But 
one may ask, how does becoming part of a ‘creative cluster’ develop and nurture artists and 
their art forms? Leadbeater (2005:18) also includes theatres and galleries as well as bars 
and restaurants, in a ‘vibrant cultural cluster’; a signal that a city is ‘open to diverse cultures, 
lifestyles and ideas’. He goes so far as to say that it is artists who pave the way for these 
urban clusters, populated by ‘creative consumers’ for whom ‘culture is a vital source of social 
capital, both to express deeply felt identities and to provide a meeting point for diverse 
cultures’ (2005:19).  
 
3.3. Operating in the context of ‘timeless time and space of flows’ (Castells, 2007: 7) 
 
Beyond the idea of adapting to a digital and networked world and forming part of a ‘creative 
cluster’, there have been other major shifts in the context in which artists operate today. One 
of these is what Mike Featherstone (1991) calls the aesthetization of everyday life and the 
construction of identity, which he argues has a long social and cultural history and is merely 
being manifest in a new way, with the advent of technology. The post-modern erasure of the 
differentiation between high (elite) and low (popular/mass) art and the decontextualised 
mixing of styles, genres and codes of cultural practices are features of this ‘aesthetization’ of 
the everyday which continue into the creative industries technological environment. One 
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could argue that subcultures of the 60s and 70s have re-grouped and transmogrified into 
creative industries clusters.  
 
Optimistically, in placing artistic sensibilities at the centre of these clusters we can re-invent 
a place for the arts in a user-generated and interactive environment. For the performing arts 
which have hitherto been based on consumer production, the new ‘do-it-yourself’ 
participatory culture can seem threatening, with the ‘the rise of an interactive audience, 
superseding the uniformity of the mass audience’ (Castells, 2000: 6). And yet, the arts have 
always had fractured and diverse audiences, with a history of survival by adaptation and 
renewal. In the traditional arts, participatory models whereby interaction is central, are by no 
means new, albeit not mediated by technology but by other unseen forces as in shamanistic 
practices. The rise of community arts in the 60s and 70s, whose ethos was based on social 
participation, may well be a pre-cursor to the current on-line, self-expressive social spaces. 
 
Castells (2000:13) points out that culture has historically been produced ‘by symbolic 
interaction in a given space/time’. He further claims that the new environment of ‘timeless 
time and the space of flows’ (2000: 7), ‘where all symbols co-exist without reference to 
experience’, leads to the ‘individualisation of cultural meaning’ (2000: 14). For performing 
artists who normally communicate with audiences through at least partially shared 
meanings, this presents a challenge. And yet their familiarity with changing and fluid notions 
of time and space, and their encompassing of the universal through the particular (the 
global/local), arguably equip artists to become what Charles Leadbeater calls ‘new 
independents’ (Leadbeater and Oakley, 1999).  Artists like others working in ‘creative 
clusters’, ‘deal in a mixture of symbolic and cognitive knowledge’ (O’Connor, 2000: 26) in 
which creativity, involving intuition and lateral thinking, are paramount. Since artists are well 
equipped with these attributes, it is a matter of finding a place in ‘timeless time and the 
space of flows’ (op. cit.) so that arts practice, albeit adapted and subverted, can be sustained 
in a creative industries context. 
 
Thus many notions around creative industries practice are already quite familiar to 
performing artists. Although the advent of virtual reality is indeed new, artists have always 
been alchemists of time - from extended to compressed, from linear to circular, from 
symbolic to metaphysical; and space - experienced from within and without in a number of 
borderless and framed configurations. Who better to understand and manipulate these 
phenomena, both symbolically and cognitively, in a new domain? Neither is the sociocultural 
and economic context of the creative industries in which such alchemy takes place entirely 
unfamiliar. The project-based collaborative teams and clusters that define this sectoral 
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activity are already quite familiar to the performing arts, as is the ability to coordinate diverse 
creative activities within a short time-frame with a temporary team, quoted as a defining 
feature of the creative industries (Flew 2007, Caves 2000).  
 
Leadbeater argues that there is the potential for significant growth in the creative industries 
arts sector as people, in Asia as well as Europe and the Americas, have more income, are 
better educated and have time to ‘engage in cultural activities as producers, participants or 
consumers’ (2005: 13). Like Flew and Caves, Leadbeater also cites the ability ‘to work in 
teams, to mix new and old ideas, to identify problems and think laterally to find new 
solutions’ (2005: 15) as essential attributes in nurturing creativity and innovation. Whilst 
these capacities are of course not limited to artists, Leadbeater (2005: 16) claims that 
‘children exposed to cultural experiences – through drama, art, music making – are more 
likely to acquire this creative outlook’.3  
 
3.4. Skills-sets for creative industries artists  
 
The idea is prevalent that performing artists face ‘an unknown future’ in their profession 
(Bennett, 2007: 179) and therefore need to have a different range of skills to be prepared for 
that future. The concept of a portfolio career, or as Bennett (2007:187) calls it, a ‘composite’ 
career has a long history in the performing arts and again is not a sole feature of the creative 
industries sector. What is new for the arts is the changing nature of the skills required to 
balance a multi-facetted and sustainable career of low and high peak periods, and 
alternative employment during the ‘dry’ intervals. 
 
There are some positive statistics concerning the arts in this environment. Leadbeater claims 
that compared with 1991, in 2005 there are ‘60% more artists, 55% more musicians, 40% 
more actors and more than 400% more people working in digital media’ (2005: 10) in the 
UK. Whilst this may be encouraging the huge growth in digital media see the arts somewhat 
left behind. He also produces figures (2005:10) to counter the claim of many other countries 
that audiences for live performances have declined, citing tickets for live performances in 
2005 at £850 million. Certainly it would seem that Arts Festivals and live cultural events are 
on the increase in many countries, and at least in Australia, box office for such events 
appear to be increasing substantially, particularly in the major urban centres. 
 
However, in terms of ongoing professional artistic activity the picture is not so rosy. With the 
rise of the ‘independent artist’ lacking infrastructure support and the demise or reduced 
funding of those infrastructures that do exist for the small to medium sector, where most new 
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and innovative artistic work takes place, it would seem that artists are personally subsidising 
their contribution to the creative industries more than ever before. With the changing 
nomenclature from professional arts organisations to small creative businesses comes a 
change in operational structure. ‘Elite’ artists who were once supported by a bevy of specific 
expertise are more and more called upon to produce, finance and market their own work, 
taking substantial time away from their primary creative activity. Leadbeater (2005: 8), citing 
an extremely successful but overstretched Asian Theatre group in regional UK as an 
example, claims that ‘most of Britain’s thriving cultural industries rely on small 
businesses…which are under-capitalised, under-managed and frequently under stress’. 
   
A fundamental problem therefore arises. Whilst the current climate requires that artists 
undertake training in business skills, particularly those of project management, budgeting 
and marketing, currently ‘creative businesses are rarely stable enough to plan for training’ 
(Leadbeater, 2005: 36). In this second creative industries phase there is recognition that the 
arts are valuable socially and economically as well as culturally and that there is a need for 
increased up skilling to maximise their potential. Ideally, artists would train in the above skills 
at the same time they train in their disciplinary speciality. Costantoura (in Bennet, 2007:181) 
believes that ‘success as a professional artist in Australia involves at least the same suite of 
skills expected of any person who chooses to set up a small business’. This need has been 
internationally recognised and many professional development courses in addition to new 
training approaches at undergraduate and postgraduate level are being trialled around the 
world (for example the MUSKE entrepreneurship in music business program (Bennett, 2007: 
181) at the Sibelius Academy in Sweden.  
 
Bennett’s study with professional musicians has revealed that they are either fully or partly 
self-employed in ‘a variety of often interdependent roles throughout their career’, with 77% 
earning more than half their income from teaching (2007: 183). Her study showed that 
professional music artists would like to see a curriculum that included core components of 
‘communication skills, pedagogy, psychology of performance, business skills….and physical 
fitness’ especially as the data reveals that ‘far from making a living by making music, the 
majority of musicians finance music making by making a living’ (2007:184). Anecdotal 
evidence certainly shows this is just as true of dance and drama graduates and increasingly 
so. The UK House of Commons, Select Committee on Culture, Media and Sport, 6th Report 
of 2004 attest to the fact that some vocational disciplines in Creative Industries such as 
dance constitute a group in which ‘very talented people are prepared to work for very little 
money’. The Australian context is seeing a large increase in performing arts graduates but a 
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decline in funding infrastructures of full-time ensembles, leading to the rise of ’the 
independent artist’ who is often required to self-fund his/her own creative work.  
 
Another issue identified in the Bennett study is the necessity for music artists to ‘be 
conversant in multiple music genres’ (2007: 185). This is equally true of dance and drama in 
addition to the increasing requirement for proficiency across live and digitised platforms. 
Leadbeater (2005:30) emphasises that individuals and organisations in the creative 
industries need to ‘connect with users differently’ and ‘adapt to new technologies’. In the 
performing arts this does not have to mean the death of the live to be replaced with the 
digital but that ways of doing business and creating work will increasingly need to 
incorporate new technologies. Since this up skilling operates in an environment where 
‘cultural distribution, not cultural production… is the key locus of power and profit’ as 
Garnham predicted in 1987 (31), leadership, flexibility, entrepreneurship and initiative also 
become key attributes for creative industries artists.   
 
4. Training artists for a Creative Industries context 
 
4.1. Up skilling for artists in the creative industries 
 
A number of solutions for artists to adapt to this ever-changing environment have been 
proposed to fill the training gaps identified above. Recognition of the increasingly common 
portfolio careers of the sector have resulted in schemes in England, Scotland, Wales and 
Northern Ireland such as the ‘creative apprenticeship program’ as a training development 
strategy specific to creative industries, to address core competencies such as management, 
leadership and business (as outlined by Hall and Bewick, 2005). Another initiative called 
‘Creative Learning Accounts’ has been devised ‘to help freelancers and micro 
businesses.…gain access to finance for their learning and continuing professional 
development’, whilst the ‘Creative Knowledge Lab’ provides international benchmarking and 
information for workforce planning (Hall and Bewick, 2005: 12). Leadbeater (2005: 46) points 
to the importance of training on the job in order ‘to turn theoretical know-how into business 
skills’. He recommends ‘short, bite-sized courses’ so that skills can be acquired as needed 
and also recommends a ‘peer to peer learning network’ (2005: 48). 
 
4.2. Training for the Creative Industries – a case study 
 
Training in the performing arts now and into the future evidently requires a shift away from 
purely conservatory training to a new model which provides artists with the skills identified 
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above, whilst at the same time achieving excellence in their chosen discipline. Attempting 
such a model was the first Faculty of Creative Industries in the world, implemented in 2001 
and housed in 2003 in a purpose built Creative Industries Precinct as part of a new urban 
village development (http://www.economiacriativa.com.br/ec/en/eventos/historico.asp). This 
was the vision of the Queensland University of Technology (QUT) in Brisbane, Australia, 
theorised and led by Professor John Hartley who was the founding Executive Dean. The 
initial manifesto of the Creative industries Faculty at QUT describe the creative industries 
environment in 2000 as being developed around ‘clusters of diverse commercial, creative 
and innovative activity’ and as being ‘characterised by small networks of collaborative 
groups and individuals assembling to plan and implement particular creative products or 
services as the content sector of the new economy’ (2000: 2). It posited new applications for 
existing disciplines and its Faculty of Creative Industries structured its new precinct and its 
courses around this premise, since such an enterprise needed a ‘pool of well-trained, 
adaptable talent’ which attended to ‘entrepreneurial and managerial leadership as well as to 
creative productivity’ (2000: 3) and discipline specific knowledge. 
 
Structurally this was implemented by calving up the existing Faculty of the Arts and retaining 
the two ‘schools’ of the Academy of the Arts and that of Media and Communication, whilst 
discarding the social science and humanities except for Cultural Studies. The new Faculty 
embraced a ‘flat management’ structure comprising the Dean and Directors of Teaching and 
Learning, Research, Advancement and Resources with 11 Heads of Discipline, which 
comprised Acting and Technical Theatre, Communication Design, Creative Writing and 
Cultural Studies, Dance, Fashion, Film and Television, Journalism, Media Communication, 
Music and Sound, Performance Studies and Visual Arts. All disciplines (with one or two 
exceptions) offer named undergraduate degrees in their disciplines of two genres; a 
Bachelor of Fine Arts to cater for intensive studio-based work and a Bachelor of Creative 
Industries which combine two or more disciplines to encourage a more broad-based and 
interdisciplinary approach to training in the sector.  
 
As the newly appointed Head of Dance brought in from a lifetime working in the industry, this 
was an exciting and heady time to effect change in a radical and dynamic way. It was 
acknowledged that it was important to retain discipline specific knowledge but that 
approaches to teaching and learning should be broadened to cater for a future in a creative 
industries context. All students were required therefore in their first two years of study to take 
two to four contextual ‘core units (subjects)’ from the suite of Creative Industries, Writing for 
Creative Industries, Cultures and Creativity, Narrativity, Introduction to Multimedia. These 
subjects were designed not only to provide broad overviews of the concepts and skills 
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needed to work within the creative industries but also to encourage interdisciplinary and 
global/international perspectives. Discipline specific theory subjects sat alongside the 
practice-based subjects and all degrees (including the more conservatory oriented fine arts 
degrees) required taking electives outside their discipline and indeed the faculty. A raft of 
double degrees were also instigated with Education (to train teachers), Law, Business and 
IT. Postgraduate coursework degrees mirrored these goals and philosophies and led to QUT 
becoming a leader in practice-based research at postgraduate level.4 
 
Pedagogical approaches emphasised digital literacy, globalised communication, reflective 
practice, international perspectives, interdisciplinarity through collaborative projects, with 
hands-on project management through independent projects and workplace learning 
opportunities for students in their final year. The courses were designed to implement what 
Justin O’Connor points to as a new relationship which has emerged between the university 
and the cultural/creative industries where education is favoured over ‘training’, and where 
there is ‘a much more fluid interaction between artistic experimentation and entrepreneurial 
innovation’ (2000: 28).  
    
QUT’s Faculty of Creative Industries pre-empted many of the issues and training needs 
subsequently identified by a number of academics and industry professionals. One of the 
most important of these is transferable skills to maximise sustainable practice and to provide 
for a broader context than one’s particular discipline, as identified by Bennet (2007: 179) in 
her study of desirable attributes for music graduates. Knowledge of multimedia and event 
management also provides an enhanced capacity for the second or third job of many artists 
to be of a skilled variety (as opposed to the conventional ‘waiting on table’ jobs). In a study 
conducted by Brown (2007: 39) in the UK, it was reported that ‘communication, working with 
others, IT, research, self-development and problem solving‘ were the most important 
transferable skills in the performing arts sector, as identified by students, employers and 
training providers. 
 
Bennett (2007: 186) points out a problem in training institutions, whereby such core 
competencies are often seen by students as taking them away from their primary artistic 
pursuit. This becomes less of a problem if they are embedded within professional 
placements in a ‘real world’ situation, as in QUT’s secondment programs and Workplace 
Learning units. As Bennett (2007: 186) discovered through her research, ‘positive interaction 
with non-performance roles’ are ‘most effectively realised through experiential learning and 
contact with the profession’. In this way she argues (2007: 187) students will see ‘the 
intrinsic and extrinsic benefits of pursuing a composite career…through investigative and 
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reflective practices [and] placing a core of generic skills at the centre of a collaborative 
model’. The experience at QUT where this approach has been in place for 8 years has 
shown that one does not have to water down the intensive specialised training of the 
discipline. It does however put extra stress on students who have longer hours and less 
holidays which need to be balanced (in Australia at least) with part-time work. A high level of 
time-management skills is therefore required and indeed taught.  
 
On the positive side, the number of secondments which have led to sought after positions 
(as I can attest to in the dance discipline) has been significant.  In the performing arts in 
particular such placements provide a crucial and ‘active engagement with professional 
communities of practice’ (Brown, 2007, 42). Employment for graduates is of course greatly 
enhanced if employers are involved not only in placement programs but also in course 
designs, as Brown’s research into the employability of performing arts graduates 
demonstrates (2007: 47).  
 
Brown’s study reveals that 92% believed that higher education should ‘be preparing them for 
the world of work’ (2007: 36), as opposed to just training in the discipline area. As has 
already been demonstrated, the world of work into which our students enter is ever-changing 
and unpredictable. If, as Hartley argues, young people, as ‘risk-taking experimenters’, are 
prime drivers in the creative industries world (2007: 2) then it is crucial that our training 
institutions can also create an ‘in-house’ space and an atmosphere in which such risks can 
occur and be encouraged. This is the current challenge. One of QUT’s Creative Industries 
strategies has been the inclusion of a Creative Industries Enterprise Centre in which small 
incubator businesses and a professional theatre company are co-located at the Precinct with 
the Faculty. This, however, does not work without synergies being developed with staff and 
students into these external but co-located businesses, which is not easy.  
 
5. Research richness in Creative Industries 
 
5.1. Creative Industries / universities synergies 
 
Close synergies exist between creative industries activities and universities. Yusuf and 
Nabeshima (2005: 115) point out that ‘a large pool of knowledge workers, who can support 
networked industrial clusters in a metropolitan region, appears to be inextricably tied to the 
presence of several universities with a strong multidisciplinary research orientation… which 
can serve as nodes linked to other major centres of learning across the world.’ It is worth 
noting that the Malaysian Government has tended to create new universities, rather than 
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‘using existing universities as catalysts’ (2005: 116) such as QUT in Brisbane. Yusuf and 
Nabeshima (2005: 116) further maintain that ‘universities that integrate with the metropolitan 
economy can add to the social or network capital, enabling interdependent creative 
industries to flourish’. This is evidenced by the Creative Industries Precinct at QUT, where 
university research can be a stimulus to growth in its own metropolitan environment.  
 
5.2. An Australian example: research hubs in the creative industries 
 
The rise of the creative industries at QUT spawned a plethora of research based around 
mapping of the creative industries, specifically in the socio-cultural policy and economic 
domains, as well as applied research in the areas of games development, animation, 
multiplatform environments and practice-led research in the arts and design. A central hub of 
QUT’s Creative Industries Faculty was CIRAC (Creative Industries Research and Application 
Centre) led by Prof. Stuart Cunningham, which saw ‘public sector investment added to 
market-led commercial activity’ (CIRAC, 2000) as maximising opportunities for development. 
The birth of the Creative Industries Faculty and CIRAC coincided with Queensland 
Government initiatives around the ‘Smart State’ policy and planning and the setting up of a 
high-profile Creative Industries Unit within their State Development department, creating 
productive synergies which continue to this day.  
 
The exponential increase in research activity through the creation of a Creative Industries 
Faculty in Brisbane led to the present situation with 3 major nationally funded research 
centres being housed at the QUT Creative Industries Precinct. 2006 saw CIRAC disbanded 
as a second phase of the Faculty began with a new Dean, Prof. Susan Street re-structuring 
and streamlining management and undergraduate courses. In 2006 Prof. John Hartley set 
up a prestigious cross Faculty Institute for Creative Industries and Innovation (iCi) whilst 
Prof. Stuart Cunningham initiated the well-funded Centre for Excellence for Creative 
Industries and Innovation (CCI) to sit alongside the commercially successful ACID 
(Australasian Centre for Interactive Design), which ran from  2003 to 2010. 
 
Whilst these three active and internationally connected research hubs provide an impressive 
output, the research office within the Faculty continues to expand from a score or so 
research higher degree students in 2001 to over 260 at the time writing; of whom around  
half  are undertaking degrees (MA and PhD) which involve studio practice. The performing 
arts are well represented in this growth area of the arts and design, attracting leading and 
emerging arts practitioners to undertake practice-led research both to extend and deepen 
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their creative practice, but also to potentially diversify their skills to provide a more 
sustainable career. 
 
5.3. Case study - ‘Accented Body’ 
 
Whilst the creative industries context may favour electronic, networked and distributed 
collaboration, creatively and in research, Leadbeater (2005: 41), Yusuf and Nabeshima 
(2005) and Florida (2002) argue that face to face communication is essential to promote 
peer feedback, competition and inspiration. The Creative Industries Precinct at QUT, whilst 
not entirely ideal, has nevertheless provided such an environment for this kind of face to face 
communication to occur in a productive and ongoing way. Space prevents a full exploration 
of the Accented Body project (found elsewhere in other publications5) but I would like to 
conclude with it as an example of a performing arts led project operating successfully 
because of its creative industries setting and ethos.  
 
Spanning a two year period Accented Body, a research and artistic collaboration 
investigating the body as site and in site, culminated in a dance-led interdisciplinary and 
interactive installation performed live across six inter-connected, predominantly outdoor, 
sites in Brisbane, with distributed presences in Seoul and London. It brought together thirty 
leading and emerging professional artists from Australia, Taiwan, Japan, Korea and the UK, 
with experience in interdisciplinary, intercultural, interactive and/or site-specific work.  
Produced and directed by myself, this large-scale project was developed by a series of 
interdisciplinary teams to provide a dynamic and transformative engagement with the 
architectural and landscaped environment of the Creative Industries Precinct and the Kelvin 
Grove Urban Village in Brisbane through diverse interpretations of the concepts behind 
Accented Body. Two face to face intensive periods of development occurred for three weeks 
in 2005 and 6 weeks in 2006. Electronic communication and other face to face meetings in 
various cities with key artists provided both intensive and extended reflective research and 
development. 
 
Collaborative teams coalesced - of artists in the areas of dance, music, visual/sonic media 
and digital performance - with diverse aesthetic sensibilities and cultural backgrounds and 
with support from academic and cultural organisations in all countries. Whilst still operating 
in the area of ‘subsidy’ or Model 1 of Cunningham and Potts models of creative industries, 
substantial cash and in kind garnered from industry, government, private, philanthropic and 
university sources, could be argued to have been in the form of investment rather than 
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welfare. The reason for this claim is evidenced by the outcomes of the project, which are 
ongoing.6  
 
The most evident direct artistic outcome was the sold out season of Accented Body as a 
featured event of the Brisbane International Festival. What is perhaps more significant in 
terms of a creative industries context are the subsequent smaller and portable creative 
projects and commissions that have resulted from this initial event, through the various and 
interconnected communities of practice established during the Accented Body creative 
process. Professional development outcomes for artists centred around new skills in the 
area of interactivity and site-specific work, and compositional approaches in dance, 
performance and music, through mentoring of emerging artists by experienced artists. 
 
Pedagogically, this project was a workplace learning mentorship opportunity for 40 
postgraduate and undergraduate students of the Faculty in the disciplines of Dance, 
Communication Design, Film and Television, Music and Sound, and Technical Production, 
many of whom were able to gain credit as a result of their involvement.  The project also 
provided international networking for staff, alumni and students as well as building strong 
industry partnerships between artists and researchers; cultural and academic institutions. 
 
Of the 95 personnel finally participating in the project, employment from 8 to 40 weeks was 
provided for around 40 artists, administrative/marketing staff and technicians. Research 
outcomes include to this point seven publications, an ethnographic study , the awarding of a 
doctorate (one of the team directors undertook her final creative project as one of the six 
sites of Accented Body) and the inclusion of the project and its ongoing impact as a major 
practice-led research outcome for the Creative Industries Faculty. Technological 
breakthroughs of the project include the development of an integrated system to support 
interactive, distributed outdoor environments and the prototype testing of an ultrasonic 
moving speaker by one of the Japanese collaborators. These innovations have identified 
further international research potential around the use of technologies to sustain 
interdisciplinary artistic practice and the building of collaborative languages across 
disciplines and distributed interactive technologies.  
 
I conclude with this specific event to provide an exemplar of how the performing arts can 
pro-actively contribute to various sectors of creative industries practice, pedagogy and 
research at a broad level. Indeed the performing arts can be a central player in leading 
innovation in the sector through strategic and dynamic partnerships between industry and 
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university sectors, interdisciplinary collaborations at a local and global level and through 
contributing their particular understandings of ‘timeless time and the space of flows’.  
 
                                                 
1 However, there are also quite disparate interpretations on what this means and lack of agreement on 
the nomenclature itself (cultural industries, creative industries, enterprise industries etc).   
2 Since the time of writing Hartley has published more on this topic. See Hartley, J. (2009). From the 
Consciousness Industry to the Creative Industries: Consumer-Created Content, Social Network 
Markets, and the Growth of Knowledge. In Holt J. & A Perren (eds) Media Industries: History, Theory, 
and Method. Malden, Mass.: Wiley-Blackwell, 231-244. 
3 Yusuf and Nabeshima (2005:120) similarly argue that the ‘creative class of workers’ employed in the 
creative industries sector expect to live in an urban environment with recreational facilities and cultural 
activities, and governments need to provide the ‘social landscape by ‘pump-priming’ cultural 
investment ….in facilities which would help promote the performing arts’. They quote Singapore, 
Beijing and Shanghai as successful examples of this strategy.  
4 For details of current courses and of the Creative Industries Faculty, refer to   
www.creativeindustries.qut.edu.au  
5 Details of the project can be found in various publications, Refer to Stock C. (2007). Accented Body 
and Beyond: a Model for Practice-Led Research with Multiple Theory/Practice Outcomes. In 
Proceedings: Re-thinking Practice and Theory, International Symposium on Dance Research, Paris, 
Centre International de la Danse, CORD. Published by Society of Dance History Scholars, 343-352, 
Stock, C. (2008) ‘Creating Collaborative Partnerships: enabling public access to live urban art, 
innovative performance and creative research’, Brolga 28, June 2008, pp. 21-39,   
Stock, C. (2008) ‘Connectivity: dancing bodies linking culture, site and technology’ (2008) in Urmimala 
Sarkar Munsi (ed) Transcending Borders, New Delhi, Tulika Books, pp.58-77, and Stock, C. (2009) 
‘Beyond the intercultural to the accented body: an Australian perspective’, in Butterworth, J. & 
Wildschut, L. (eds.) Contemporary Choreography: A Critical Reader, London: Routledge, pp. 281-297. 
These and other publications by the author can be accessed at 
http://eprints.qut.edu.au/view/person/Stock,_Cheryl.html  
6 Total cash support of A$240,000 for Accented Body comprised Cultural and government 
organisations: Australia Council (Stage 1: A$26,000; Stage 2: $59,000), Arts Queensland (Stages 1 
and 2: A$50,000), Creative Sparks, (Stage 2: A$5,000), Brisbane Festival (Stage 1: A$10,000), 
Australia Korea Foundation (Stage 2: A$10,000), External organisations: Kelvin Grove Urban Village 
(Stage 1: A$10,000, Stage 2: $10,000), Besen Family Foundation (Stage 2: A$10,000), University: 
QUT Vice-Chancellor’s Strategic Fund (Stage 1: A$10,000, Stage 2: A$20,000), International: Korean 
Culture and Arts Foundation (A$21,000). 
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